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Hannah Halloway, Uuadilla, N. Y.
E. M. Bracket, Carthage, N. Y.
Mrs. H. T. Roberts, Arkansas City Conservatory of
Music, Arkansas City, Ark.
Mrs. M. A. Rumbley, Arkansas City Conservatory of
Music, Arkansas City, Ark.
B. Higbce, Tekoa, Wash.

Ursuline

Nuds,

Ursnline Convent, Arcady, Mo.

Mrs. Ixmise C Beck, Ravenna, Wash.
Millicent Penfield, Hotel Deep Rock, Oswego, N. Y.
Mrs. T. 8. Taylor, Clanton, Ala.
Miss N. E Nichols, Bascoda, Wash.
Mary H. Roliner, Carroll, In.
Miss Mabel Martin, 107 Greenwood Ave., Topeka, Kan.
Mrs. Mabel R. Petersen, Cor. Oregon and Second Ave.,
Dundee, III.
Mrs. W. B. Thompson, 920 Washington Street, Seattle,
Wash.
Mrs. M. G. Lanins, 102 West Third Street, Xenia, O.
Ida B. Shay, Dublin, N. H.
Maresh Anthony, 5 Perron Street, Cleveland, O.
Harriet P. Smith, 313 Broadway, Cambridgeport, Mass.
Nannie Clavton, 82 L Street, Salt Lake City, U.
Mrs. T J Reynolds, Blanchard, la.
Mrs. Sara E. Crow, Idaho Fall, Io.
Miss Margaretta Stephens, Owen Sound, Ontario, Can.
Mrs. George C. Stoddart, 9 Newport Ave., Newport,
R. I.
Grant Hebron Gleason, Jamestown, N. D.
Mrs. L. Bowers, 1 Park Ave., Hot Springs, Ark.
Miss Nellie G. Albright, 503 Wyoming Ave., West Pitteton. Pa.
Mrs. F. G. LippeTt, Phrenixville, Pa.
Mrs. Julia A. Whitcomb, 131 North Hudson Ave., Pasa¬
dena. Cal.
Mrs. Alice J. Read, 932 French Street, S.uita Ana, Cal.
Martha Gaylord, 002 Fourth Ave., East Oskaloosa, la.
Ernest C. Smith, Columbiaville, N. Y.
Mrs. Henry Bass, Ennis, Tex.
Margaret Kriechbaum, care of Toon College, Terrell,
Tex.

more or less teaching of singing. The Etude has a
practical series of articles by the best writers on the
voice. The vocal department is a valuable feature of
the magazine. The Etude also gives the best of vocal
music in each issue.

pictures.

Thebe is little or nothing of value that is new in the
musical world for the use of teachers or performers but
finds a place in the advertising pages of The Etude.
A careful reading of its advertising pages will especially
repay such teachers as wish to keep up with all that is
best in the practical part of their work.

AN interesting organ recital was given, April 3d, in Trtaib
Church, St. Louis, Mo., by Mr. C. Rupprecht, in honor of the dele¬
gates to the Synod of the German Lutheran Church. The program
numbers were selected from the works of the t rench and oerman

Just at this time we remind you of the diplomas which
we have for sale—a simple affair, but neat and satisfac¬
tory for the purpose. They are finely lithographed on
parchment paper, 12 x 12 inches, with plenty of space
at the top to insert the name of the school or teacher, if
it is desired. The price is 10 cents each.

MUSIC IN THIS ISSUE.
“Alcazar,” by Gautier, is an interesting piece by
the composer of the popular “ Le Secret.” It will be
found very attractive for use as a teaching piece or for
parlor use.

The melody is very taking and the rhyth¬

mic quality pronounced.
and broad.
I he Larks,’

The trio is especially rich

by I.escheti/.ky, is one of those pieces

of salon music of the higher type which call for consider¬
able technical proficiency. It is thoroughly adapted to
It should be

played with a view to bringing out the swift, smooth,

well-known musical theorist, has been laboring upon a

upsoaring flight of the larks, and the joyous spirit which

new work, entitled “ Theory of Interpretation.”

makes the bird of the early morn a favorite subject for
poetical figures.

secured the right to this important work, and it is now
in the hands of our printer. Like nearly all of Mr.

masters.
The Music Department of the Greensboro, N. C., Female Colljg*
held their graduating exercises May 2d. Mr. J. W. Parker e

A recital by the pupils of Mr. O. H. Evans was &‘vfn in
Opera-house, Marysville, Ohio, May 11th. Piano, vocal, vio n,
’cello numbers were played.
Mr. Frank L. Eyer, of Greenville, Ohio, gave a very
recital, in the First Presbyterian Church of that city, areg^lits.
Mr. Eyer prepared a program of compositions from the r®pre ^
tive modern writers for the organ, with biographic no es
composers and notes on the pieces.

the piano, and is fall of poetic grace.

its completion Mr. Goodrich spent a year in revising the
text and bringing the illustrations np to date. We have

HOME NOTES.

director.

DCKINO the past six years Mr. A. J. Goodrich, the
After

Even the most advanced player will find it

worthy his attention.

“Spanish Dance, No. 2,” for four hands, is one of
the most popular of Moszkowski’s compositions. It has
all the sensuous verve and abandon and the fascinating ir¬

Miss Mary Fullerton, of the Philadelphia School
Miss Kate H. Chandler, principal, gave a recital for t ie
the Children’s Seaside Association. The program was m

0j
-

compositions from Russian composers.

^

The Handel Oratorio Society of Rock Island, Ill-. and*r 2-lb
rectorship of Mr. F. E. Peterson, gave “The Messiah, J*'
Strauer’s Orchestra, from Davenport, furnishe
e
ments.

^

Mr. Charles B. Hawley, of New York City, gaT® 8
The
able concert, of his own compositions, during the P**
n(j chars#*
program iacluded vocal solos, duets, trios, and quartets, a
for male and female, as well as mixed voices.
. / w'iljoB
Mr. J. Emory Suaw, director of the Music 1)ep“rtnie''inlerejtim
College, Chambersburg, Pa., has been giving some ve ^ j.^_goBgi
lecture recitals during the past season. His latest are
and their Interpretations,” with illustrations from ®
2d, illu*sources, April 2>th, and a lecture on “TannhSuser,
^
trated by Btereopticon views and the rendition o t e
in East O'*0**’
Mrs. Clara A. Korn will open a conservatory
w co“N. J. Mrs. Korn has been giving'considerable at
position during the past few years.
Dr. Henry G. IIaxchf.tt gave a very interesting an» y ^ jgprfl
forte recital at the Virginia Female Institute,
25th.

taun

Song for Medium Voice. Grade III,

50

books, each.

A good song in the modern stvle to a slightly fanci¬
ful text. It Is melodious and has a very interesting
and attractive accompaniment.

2734. Scammell, A. D. Serenata. Grade
III.

30

A verv pleasing piece with something of the Hun¬
garian iu its general character. It will be tound a
good studv In melody playing, with drill in character¬
istic rhythms. Sure to please players and hearers.

2735. Dibble, Horace P. Rock of Ages.
Duet for Soprano and Tenor. Grade
III..

2788. Chopin, Fr.
Brillante.

2736. Engelmann, H. Op. 333. Piff-Paff
(Polka-Galop). Grade III.

Op. 333. Piff-Paff.
Grade III.

60

A gem of the modern French style, and used very
much in recitals or *s an encore piece.

2757. Burty, Marc.

Good-bye.

Grade II..

A simple little piece that will be found useful in the
lower grade, as helping to a picturesque understand¬
ing of music. It is iu an easy waltz rhythm.

2758. Roeckel, Edouard. Slumber Song.
Grade III.
A gem of the first water so far as simplicity is con¬
cerned, and yet capable of very artistic treatment,
it will he found very useful as a meansof inculcating
an artistic style of playing.

The Standard Text-Book of
Musical Theory.
BY

HUGH A. CLARKE, Mus. Doc.
of University of Pennsylvania.

NOTES OF A PIANIST
BY

LOUIS MOREAU GOTTSCHALK,

30

PIANIST AND COMPOSER.

Preceded by a Short Biographical Sketch and Con
temporaneous

Criticism.

Edited

by his

sister,

CLARA GOTTSCHALK. Translated from tht
French by ROBERT E. PETERSON, M.D.
30

T

HE object which has always been
kept in view is how to enable the
pupil to grasp, in the easiest, most
comprehensible way, the mass of facts,
rules, etc., which make up the art of
harmony. We most earnestly invite
all teachers and students to investigate
this work.

For CLASS or SELF-INSTRUCTION
Price, $1.25.

A melodious, singable song, with Euglish and Ger¬
man words, just suited to general teaching or recital
use.

2754. Fontenailles, H. de.
A Resolve
(Obstination). Song for Soprano.
Grade IV.).

70

Artist’s Life.

A fine littla piece, both from the standpoint of
leasing quality and from its results technically. It
as a little of the peculiar harmonic quality of the
popular French composers.

2753. Bohm, Carl. Op. 326, No. 5, Soft
Falls the Dew. Song for Medium
Voice. Grade IV_.

DESTINED TO BECOME

any manner toward an

30

A fine duet arrangement of »he previou* piece; very
brilliant and effective; not difficult in either part.

2752. Kowalski, H. Op. 64. Once Upon
a Time. Grade III..

HARMONY

Of great interest to those attracted it

A piece in a captivating dance rhythm, with lots of
life and melody in it. H is popular in character and
will please those players who demand an abundance
of melody in what they play.

2737. Engelmann, H.
Four Hands.

Op. 18 Grande Valse
Grade V.

A well edited edition of one of the most popular of
Chopin's waltzes, and one that belongs to every
advanced player’s repertoire, as well as every progres¬
sive teachers’ course of instruction.

40

A good sacred duet, of medium compass, suitable
for use in the church service. It is simple in style
and treatment.

1 00

This is one of finest educational series for use in
the earlier grades of piano instruction that can be
found in the market. The pieces have been carefully
edited by Mr E. K. Kroegerand thoroughly prepared
for teachers’ use. Each oook contains a number of
technical studies, melodious and interesting, in alter¬
nation with pieces which embody some useful points.

CROWN OCTAVO.

EXTRA CLOTH, $1.50.

Gottschalk, one of the first American pianists anr
20 among the most talented that the world hits ever known
has

here related with charming vivacity his shrewt

30 observations of people whom he met and places that hi
visited during his short but successful career.
Clever anecdotes of his tours through many countria
make the book entertaining to a great degree, not only fc
30 musicians but to the general reading public.
Pabli.h.d by

THEO. PRESSED,

1708 Chestnut Street,

...Philadelphia, Pa

from $15.00 upward.

CLARKE’S MUSIC TABLET.

PRICE $i.oo.

Price 25 Cts., Wet, Postpaid.
The compositions contained in this work are all
of a good standard and of a moderate degree of diffi¬

A writing-tablet containing 100 leaves, 7 x 10i inchefin size, ruled with the staff for writing music.

A practical and useful article for both teacher and
Every one is melodious, and the work will student; especially valuable in the class-room for writing
illustrations, giving some additional exercises, etc., etc.
surely please.
No better collection of four-hand
The Synopsis of Harmony, included with this pad, by
pieces has ever before been published. Subject to Dr. Hugh A. Clarke, of the University of Pennsylvania,
will be found of great service as a reference chart.
a liberal professional discount.
The paper is of good quality, and to have one of these
pads at hand will not only be a great convenience, but a
matter of economy in the saving of high-priced manu¬
THEODORE PRESSER,
script paper. Published by
culty.

1708 Chestnut Street, Philadelphia, Pa.

THEO. PEESSEE, 1708 Chestnut St., Philadelphia, Pa.

THE BIDWELL POCKET HAND EXERCISER
THE ONLY COMPLETE AND PERFECT HANO-GVMNASIUM
FOR PIANISTS, VIOLINISTS,
and all othera who require a flexible and well-developed hand,
p
.^nd°rsed by leading teachers and all who have used it!
Produces a freedom and perfection of technic which cannot be
attained by keyboard work alone. It prepares the hand for the key¬
board and does away with a large amount of unmusical drumming.

The keyboard as a hand developer is one-sided, slow, and
of little practical value.
Use the Exerciser and secure
strength, flexibility, and freedom of action, with a perfect
control of each muscle of the hand, and then adapt the hand
to the keyboard by legitimate keyboard practice.
Save voip time, money, nerves, and temper, and develop
your hands in a common-sense manner, and do not depend
alone upon a keyboard for this purpose.
The Hand Exerciser weighs two ounces and can be
carnea in the pocket. It is so cheap that every one can own one
lwenty minutes’ use each day before regular practice is
better than two hours extra keyboard work. It supplies s
great need which can be supplied in no other way.
Pianists can prepare their hands for concert in 15 min
utes with the Exerciser better than by two hours of exhaustive
keyboard practice.
„ .
,Hand Exerciser is equally valuable for violinists
and all who require a supple and well-developed hand.
Send lor one at once and be up to date in your work.
Sent by mail, with book giving lull directions for using, tor $2.00.

THEO. PRESSER, 1708 Chestnut Street, Philadelphia.

Franklin Square,

...

Boston, Mass.

Special for ^ •*
3rilp mb Hugust
In order to more fully introduce the following works,
we have decided to make a special introductory pnce to
teachers during the two months mentioned above.
These prices include postage, cash to accompany order.
Persons having accounts with ns can have them charged,
but in such cases postage will he added.

Practical Harmony™3French Basis
By HOMER A. NORRIS.
Part I, $1.00.

Part II, $t.00.

Key, $0.75.

Our special price is 60 cents eech for Parts I and II, 5° cents
for Key, or $1.60 net for the three volumes complete.

The regular teachers’ price on this work, complete, is
$2.07, with discount and not including postage.
This work is endorsed by W. S. B. Mathews, B. J.
Lang, Louis C. Elson, W. F. Apthorp, and many
principal teachers.

The Art of Counterpoint
By HOMER A. NORRIS.
Price $1.25 ; regular teachers’ price, 94 cents and postage.
Our special price, including postage, 75 cents.

This is intended to supplement the author’s Course in
Harmony. The subject is treated in the concise, practica
manner which won such praise from the profession
the harmony text-book. The treatise contains severs
distinctive features, among which may be Dam* /
exercises for orchestral instruments, a doing away w>
the C clef, excepting when employed for instrnnien
demanding its use, and subjects chosen from the ^or ,
of the master musicians. Under his pen the study
Counterpoint becomes most attractive.
ORDER

DIRECT

FROM

H. B. STEVENS

PUBLISHERS,

COMPANY

212 Boylston Street, Boston.

This

particular meeting was extraordinary in one

five delegates ; where there is a State association three

Elsenheimer, G. Whiting, and Kroeger.
Bartlett, Barnes, Gleason, G. E. Whiting, Lewis, Taft,

are appointed by that association and two by the presi¬
dent of the National Association, who, in the absence of

had previously prevailed in regard to the advisability of
such a move, and it was considered to be involved in a

Shelley, and Parker.

There were essays and addresses

a State association, is empowered to appoint all five.

by H. E. Krehbiel, Wm. Armstrong, E. J. Meyer, Thomas

He also has the privilege of making other appointments,

great deal of risk by competent persons, so far as artistic

Tapper, and many discussions regarding piano, vocal,

when in his opinion it is judicious to do so.

success was concerned.

organ, and other topics took place in the smaller rooms.

directed to appoint three supervisors of music in public

feature : the musical programs were devoted entirely to
the works of American composers.

Much argument

The organ numbers were by Wrightson, Lutkin, Buck,

schools in each State, to be selected at large.
One of the most distinguished musicians of this coun¬
try openly protested against the idea, and his views
carried much weight in certain quarters.

He withdrew

He is also
Each char¬

tered music school and college, or other institution of
Those who took part in the musical programs were

higher education where music forms a part of the curric¬

Walter Keller, Mrs. Lillian Arkell-Rixford, and Charles

ulum, may appoint one delegate. These delegates together

Galloway,

George

with the first vice-president of each State and all past

Schneider, Arthur Whiting, George Krueger, Hans von
Schiller, C%rl A. Preyer, H. H. Huss, W. H. Sherwood,

its own officers and committees and has entire control of

represented. In other words, he objected strongly to
“Americanism” in music, and took the position that

C. Sternberg, Arthur Foote, pianists; Miss Florence

all business of the Association.

Hayes, Miss Mamie Harrison, Oscar Ehrgott, Mrs. Mamie

a smaller body exists within the Senate, known as the

but one work by an American composer should be heard

Hirsem-De Moss, Edmund A. Tahn, Miss Adelaide
Kalkmann, Mrs. Ida Smith-Lemmon, Wm. A. Lemmon,

one of his works from performance, believing that a
concert of which the program consisted entirely of works
by American composers was unjust to each composer

in a concert, at which should also be heard works by for¬
eign composers. In this way, he claimed, the American

organists;

Ernest

A.

Kroeger,

presidents, form what is called the Senate, which elects
To facilitate matters

Council of the Senate, consisting of two delegates from

A. F. Maish, and W. Y. Griffith, vocalists ; Jos6 Marien,

each State, elected by the Senate, together with members
of the Executive and Program Committees. Member¬

work should be heard entirely on its own merits as

M. Snyder, R. Schliewen, L. Mattiole, L. von Kunits

ship in the Senate is for one year ; members of the

music, and not seek for recognition simply because it
was by an American composer.

Adolph Ilahn, F. Esser-Cremerius, C. Brueckner, M.

Council are elected for two years.

Brand, H. Froehlich, A. Sclath, L. Wiegand, and H.

inate in either branch, but is not in force until approved
by both. Either body, however, may refer any matter

On the other hand, it was asserted by others that it
was difficult for many Americans to get a hearing for
their most important works under any circumstances ;

ICopp, stringed instrumentalists; the Polyhymnia
Society ; and last, and most important of all, the Cin¬
cinnati Symphony Orchestra, under the masterly direc¬
tion of Mr. Frank van der Stucken.

that orchestral conductors would scarcely give a place on
their programs to the American composers ; that cham¬
ber-music clubs, choral societies, and representative
pianists and organists rendered but few works by Amer¬
icans ; that such a move would give an impetus to the
native composer to do his best work ; that his composi¬
tions would receive a hearing before competent musi¬
cians under excellent circumstances, and, finally, that
“the survival of the fittest” would naturally be the
case here as well as in all prod actions of nature or art.

To Mr. Frank van der Stucken an especial word of
praise is due.

It is well known that he returned from a

vacation trip to Europe in order to conduct the orches¬
tral works in these concerts.

He threw himself into

his duties with all his accustomed energy and enthusi¬
asm, and inspired his men with sympathy and warmth.

much smaller body with greater elements of permanency
and responsibility.
Improvement and education were the dominant key¬
notes of the present Convention.

Their import may be

perceived by a consideration of the topics proposed for
discussion at the preliminary meeting of delegates on

He showed as much interest in conducting these works

June 20th, a meeting in which fifteen States were repre

by Americans as if he were leading a Tschaikowsky

sented with more than fifty delegates :
What should the M. T. N. A. do for the

His work in this

Convention has greatly raised him in the esteem and
affections of all the musicians who were present.

private

teacher of music in the smaller towns and cities ?
What should the M. T. N. A. do for the American
composer ?
What should the private teacher of music do for t e

either by forwarding compositions for performance, by at¬
tending themselves, by taking part in the programs, or by
correspondence in which they expressed their sympathy.

to the other with power to act.
The effect of these changes is to take away the voting
power from the floating constituency which forms the
great majority in any given meeting, and confine it to a

symphony or a Wagner overture.
The popularity of the latter view was evinced by the
number of our very ablest musicians, who sanctioned it

Business may orig¬

The place of meeting and the names of the officers for
the next year will be found in another column.

M. T. N.A. ?
What should the composer do for the M. T. N. A. •

It seemed to be the general impression that although
this time the policy of exclusively American composi¬
tions was, on the whole, a success, it would be somewhat
hazardous to repeat it.

Artists were necessarily hamp¬

ered in making up their programs, and were obliged to
play much which appealed to them but little or not all.

Questions that have no general interest will not receive atten¬
tion.']
M- K.—1. By “old school,” when used in connection with piano
teaching, is meant the system of teaching in vogue a number ot
years ago in contradistinction to modern methods and ideas. Bertini’s “Piano Method” properly falls under that head. Kalkbrenner was a type of the old school-teacher.

and thus be disastrous to the cause it was intended to
benefit.

2. Slanting lines (sometimes dotted) connecting a note on one
stafl with one on another are used to indicate a melody which is
divided for convenience in playing between the two hands, or the
movement of an inner part which is of importance.

Frank Herbert Tubbs and Constantin von Sternberg
started the ball to rolling which resulted in the raising

3. When a line is run perpendicularly through a mordent it indi¬
cates that the ornamental note is the half-tone below the principal
note. You should have In your library Louis Arthur Russell’s work
on “Embellishments.”

This plan, if pursued, would inevitably result in tedium,

of fifty life memberships at $25 each.
When on
the first day the fortieth name was reached, and an
enthusiastic member raised “America,” the effect was
electric. It was felt that it meant more than money to
the Association ; it meant a unity of interest among the
members and a new era of usefulness to the organization.

In regard to the music heard on this occasion, it was a
surprise to note, in general, the weakness of the piano
compositions as compared with the ensemble works.
The former were largely salon pieces, and naturally
light in character. From this category, however, must
be withdrawn

Ad.

Foerster’s

“Eros,” Wilson

G.

Smith’s “ Silhouettes,” Arthur Foote's “Poems after
Omar Khayyam,” Howard Brockway’s “Ballade, Op.
10,” William Sherwood’s “Medea,” W. H. Dayas’
“Polonaise in A Minor,” and Ang. Giissbacher’s “Im¬
promptu in A Major.”

4. When a grace note, followed by a chord, and slurred, occurs in
music, the grace note is played on the beat. This is especially the
case when it is in the bass; for example, G, first line, grace note,
followed by the chord G and Bin the octave higher. The pedal is
used to sustain the low G.
5. A note over which a short horizontal line with a dot over or
under it has been placed receives a half-accent. A note inclosed in
a parenthesis is an optional note; sometimes it indicates a variant
found in some other edition.
6. For hints on pedal practice get “ The Pedals of the Planoforte,” by Schmitt.
7. A group of grace notes is sometimes played before the beat
although, if the notes of the group form an arpeggio, the effect is
the same as ir the chord was written out in full and played with a
roll from the lower to the upper note, the latter receiving promi¬
nence. In von Billow’s edition of Beethoven’s sonatas nearly all
grace notes and groups come with the beat. A single grace note is
usually played with the beat In a slow movement the tendency in
modern piano-playing is to play the embellishments on the beat
In very fast movements the difference between playing exactly on
the beat or a very slight time before that the value of a grace note
would indicate, is so little as to be barely, if at all, perceptible

Louis, and Arthur Foote, of Boston.

These two com¬

positions were received with the most genuine enthusi¬
asm, which, from their mastery of form and musical
inspiration, was fully deserved.

The American composer can not complain of the
willingness of his musical confreres to spend money on

This difference is called a comma.
7. It is right to say “ sharp C,” if the word “sharp” be used as a
verb in directing a player; but if used as a noun, it is better to say
“ C-sharp.”
J. A. W.—Com posers occasionally use a double-time siguaturesuch
as 11 when there is a regular alternation of time values. If the
change in time be for a few consecutive measures only, the change
is indicated where it occurs, and not at the beginning of the piece.
N. W. E.—See answer to the second question under M. K.
E. C.—1. Arpeggios in “broken forms” mean the notes of the
chord upon which the arpeggio is founded, arranged in other than
regular succession. For example, take the triad CEGC. *Ihe
regular arpeggio would be made of these notes in regular succession.
If the succession should be C G E C, it would be a broken form.
Canon form consists in an imitation by one hand of the figure in the
other, in a different octave.
2. A note flatted by the signature should not have a sharp placed
before it without the flat is first contradicted by a natural.
B. S.—1. The figures inclosed in circles found in Mendelssohn's
“Songs Without Words,” Litolff edition, are explained in Wanaus’
“ Organ Method,” price 75 cents, in the same edition. It would re¬
quire a great deal of space to give full explauation of all the signs
used. They refer to the stops to be used. The European harmo¬
niums are so different from the American organs that the registra¬
tion indicated by the figures would not be of much service.
2. “The Strad,” and “Musical Answers,” published in London,
and “The Violin World,” published in New York, are journals de¬
voted to the interests of violin study. The publishers of Thk
Etude can furnish any one of the above.
L. G.—1. When “tma corda ” is indicated, it usually implies the
so-called “ soft pedal ” alone. If both are to be used, it is generally
indicated by the direction “both pedals.” The two pedals can be
used together very frequently when not so directed.
2. In playing church tunes it is generally best to take the hands
off the keys at the end of each line. The choir and congregation
can follow mnch better.

>

Among the most appreciated works were the two
quintets for piano and strings by E. R. Kroeger, of St.

f

-- ^

luciouy, is tafct

from the first two words of a favorite foik-Fong; the words mean “r
Alexis.” The poem represents a younggirl addressings rose whii
Bhe is sending to her lover, Alexis.
2 The phrase “ Revised or edited by-” does not imply th
a change has been made in melody, or harmony, or both, but th
the piece has been fingered, annotated, phrased, or otherwise pr
pared for teachers' use. For example, a Beethoven sonata may ha
passages that can be fingered in several ways or divided betwei
the two hands to facilitate execution. Phrasing, so important
our day, is often lacking in the original copies of the works of t]
masters. Hence arises the necessity of a «* revision ” by some cor
petent musician.
3. The Presser edition of “The Harmonious Blacksmith ”

E. A. H.—1. A teacher is to be the judge for the rendering of a
piece. There is no fixed rule by which to tell where the time may
be accelerated or retarded, or variation in dynamic expression be
used with indication in the text. A very good work on such points
is Lussy’s “Musical Expression,” and the work on “Interpreta¬
tion ” by Mr. A. J. Goodrich, now in course of printing by the pub¬
lisher of The Etude, will also be of great value.
2. A good rule is to have the free finger over the widest sp»c«>
thus GCEO, the space between G and C is greater than from C to
E; hence the fourth finger is free. When the space is equal, as in
CEGC, the fourth is always used.
E. A.—For a definition of classic music see Mr. Van Cloves
44 Letters to Pupils, ” in The Etude for December, 1898.

if they have begun and laid the study aside in discour¬
agement, let them ponder what I have to urge, and be¬
gin over again.

office; say.

I do not think it necessary to find its loca¬

tion on a map, or ask directions for reaching it, but hope

Do not expect too much from the study of harmony.

to find it by walking about the city until I get to the
building. Now, unless I accidentally stumble upon it,

It can not enable you to compose acceptable music
within a few months ; no system of “ harmonic” edu¬

' I may walk the city for years and not reach my objective
point.

Here is a conditional difficulty, and one of my

cation can do that; it can do no more, in the average

own creation.

course of one year, than to acquaint you with the keys,

viz., locate the budding, ask directions for reaching it

the

and then follow them, I can go directly to the office.

chords and their inter-relations, the embellish¬

If I comply with the proper conditions,

ment of these chords, and the melodic rudiments of
musical form. But this it can and should do most

With the exception of physical impossibilities there
are no positive difficulties in piano-playing. Every one

thoroughly.

is conditional and can be overcome if we observe the

It will teach you to write brief exercises,

—not pieces of music,—but correctly, as correctly as
Beethoven wrote. And, chief among its certain prom¬
ises, it will enable you to analyze the harmonic condi¬

proper conditions.

tions (and the simpler structural conditions) of all
music, modern and classic ; will enable you to recog¬

then put his pupil on the straight road, when the diffi¬
culty will soon be conquered.

The snccessfnl teacher must be able

to analyze every technical difficulty, find the conditions
upon which success or failure in overcoming it depends ;

nize the chords, modulations, and all other technical
details of simple composition, and give you at least this
grasp of the thought and purpose of the writer.

conception of the study.

the letters of the lines and spaces in their order, and the
difficulty begins to vanish; while further practice in
reading from notes makes it easier and easier.
As the French say, “It is the first step that counts.”
But many are unwilling to take the first step, and so
never learn what a simple thing it is to master the staff.
As to those who complain about not understanding
time, I observe they are always able to make correct
change for a dollar. I often explain that each measure
is a purse containing the same amount,—as, for instance,
a dollar,—while the purses (or measures) may differ as to
the way this amount is divided.
One week’s concentration on time-values and the notes
of the staff ought to convince any one that the ability to
read notes is only a question of mental alertness and
practice.
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On the other hand, do not expect any less than this.
If you find it irksome, yon have either the wrong text¬
book (for you) or the wrong teacher, or you err in your

a staff of eleven lines, with the middle one (the sixth) a
short one, and study it carefully for a week, memorizing

CARL W. GRIMM.
While every conscientious teacher tries his best to

—A systematic education in the childhood of a musi¬
cian presents the greatest advantage.
It may also be
taken for granted that the moral and mental education
of the young composer is not less important than are

Change one or the other—

assist his pupils to acquire or to improve musical con¬

his music studies.

for harmony should be a delight, never a burden. Let
your point of view be, always, the melody; try to dis¬

ception, it must be admitted that his time is too limited

higher importance, since one may be a good musician,

cover what sources of melody the harmonies reveal ; for

and frequently plays them for his pupils; but this is

come a better musician if he possesses an acute discern

usually the most he can do.

ment of right and wrong, with love for the former and

melody is the life and soul of music.

With this ray to

guide you, yon will most surely and quickly learn to
hear, eventually, each tone as yon write it down.
Finally, do not confound “harmony ” and 11 form.”
TKH TEJWPBR OF THE MUSICIAN-

for it.

He selects the music pieces in a rational order,
Should the pupil belong to

but must be a good man.

Moreover, he is sure to be

a “musical family,” and have a chance to listen to good
music at home or in concerts, fineness and strength of

dislike for the latter.

conception will readily develop.

what to think. A clear discernment is preferable to much

Without such aids the

efforts of the teacher will not always bear sufficient fruit;
it will ever ripen slowly.
The playing of accompaniments is of the greatest im¬

J. 8. VAN CLEVE.

Nay, his moral training is even of

As regards his mental education,

it is more important for him to know how to think than
information : at any rate, it is better to know but little
and to understand that little clearly than to know a grea
deal confusedly. There can be no doubt that a classic

It is often said that musicians are quick-tempered, or,

portance. Concerted instrumental music is rarely per¬
formed in families, yet some member of the family or

education is of great advantage to the musician, not only

as it is expressed in the every-day colloquial language,

some friend may sing, and the opportunity of accom¬

with a classic literature exercises upon

on account of the refining influence which a familiarity
the artistic

“cranky.” We have all heard of Beethoven’s flying
into a fury with his friends, even with Lobkowitz ; and

panying the singiDg should be readily embraced. Plain,

mind, but also on account of the languages.

unassuming folk-songs offering no difficulties will be

musicians sometimes appear rather deficient in their

Talente

the pious Bach used at times to snatch off his wig and

just the thing for the beginner.

throw it at a dull or inattentive pupil, assuring him that

sing with some expression and phrasing, the accom¬

his true vocation was that of a cobbler.

pursue their musical studies is apt to cause them to

panist who has to follow him can greatly profit by it.

neglect the other studies.—Engel.

But let ns not

As every singer does

mental cultivation.

The enthusiasm with which they

became very much interested in the violin concerto, as

tions," in two and three parts.

Spitta says that the

stricken with apoplexy soon afterward, and died on the

is shown by the fact that he arranged for the clavier
and the organ about twenty of Vivaldi’s concertos. He

term, in the scholastic sense, means a “compound of

28th.
Spitta says : “ Together with his wonderful gifts as an

also used themes from some of Corelli’s works and elab¬
orated them in his own way.

just disposition of the members and appropriate expres¬
sion."

The third stage in the course of instruction

artist, Bach united great clearness and acuteness of in
tellect,

It was in 1717 that Bach left Weimar to take the post

was the preludes and fugues of the “ Wohltemperirte
Klavier.” Bach laid great stress on the fact that in¬

of Kapellmeister at Coethen, the reigning prince being a

struction on the clavichord should go hand in hand with

relative of Duke Wilhelm of Weimar.

composition. No one, he maintained, should learn to
play who could not learn to think musically. In this,

sense of duty. Like all artists, he possessed an irrita¬
ble temperament, and was liable to passionate outbreaks,

This new post

represents his farewell to his former calling of profes¬
sional organist. He was reaching out for a wider sphere
and a higher recognition of his musical abilities. In¬
stances could be multiplied to show the profound im¬
pression which Bach made upon his contemporaries by

as in many other things, Bach anticipated our presentday ideas.
In 1721 Bach married again, Anna Magdalena Wuelken, who held a position

his magnificent command of organ technic. When we
compare the organs of that time with those of the present

as singer at the Coethen

day, supplied with mechanical appliances of the greatest
ingenuity, with actions of almost lightning-like rapidity

years younger than her
husband. She had a fine

of response, we may well wonder what he would have
accomplished under conditions that maintain to-day.

soprano voice. Thirteen
children were born of
this union. •

We shall quote but one instance.

Reinken—“ Old

Reinken,” as he was familiarly called—was then living
at Hamburg.
At that time he was far advanced in
years.

A pupil of Sweelinck, he was one of the chan¬

nels which connected the Flemish and the North Ger¬
man school of organ-playing and composition. Bach
visited this old master, and from him gained much in
insight into the scope of organ composition.

court.

She was fifteen

a result of this feeling,

Netherlands school of composition.

The visits of Bach

to Buxtehude and Reinken brought him in contact with

Though conscious of his worth, he was free from arro¬
gance.

If he sometimes manifested violent excitement

when giving instruction to large school classes, he exer¬

J

by making Bach’s posi¬
tion less congenial. As
he applied for the posi¬
tion of Cantor at the

It will doubtless be interesting to many of our readers

but in the main his demeanor was grave and dignified.

no taste for music, there¬

On one

to trace the connection from Bach back to the great

a persistency which often

The Prince of Coethen
married about the same
time, and his bride had

occasion Bach elaborated on the old choral “AnWasserfliissen Babylon’s" in such style as to draw from Rein¬
ken the remark, “ I thought that this art was dead, bnt
now I see that it lives in you.” This was in 1720.

strength of will,

amounted to obstinacy, the love for order, and a high

St. Thomas School, in
Leipzig, which had just
become vacant through
the death
Kuhnau.

of

Johann

1-acsxmii.k

op Bach’s Manuscript.

He commenced his new duties in June, 1723.

The

First Prelude “ Wr.i.L-Ti’MPEKKi) Clavichord. ’

cised great patience with individual pupils, and show

the principles of composition and playing of Sweelinck
(1562-1621), of Amsterdam, who was a pupil of Zarlino

School was then in the fifth century of its existence, and

a happy faculty for teaching them.

combined music and general teaching.

and Gabrieli, representatives of the highest Italian style

ing them by the excess of his genius, he drew them tip

The cantor’s

Instead of oppress

of compaeition and playing. Sweelinck was the origi¬
nator of the organ fogue evolved from one theme, with

duties included a certain number of lessons in music and
Latin grammar, varied on Sunday evenings by the Latin

to himself with words of friendly encouragement, an

Catechism of Luther.

which, by degrees, several counter themes associate,

pay a)colleagne to take the Latin teaching, thus being

pressing forward to a climax at the close.

example than his own unwearied industry.”
Reginald Lane Poole, in his biography of Bach, s*?8 ■

at liberty to confine his attention wholly to his musical

“ Of Bach’s figure we know really nothing but the hen

This is the

Bach, however, was allowed to

it is certain that he could hold up to them no better

A suitable technic for playing Bach, therefore, has

When Haydn, Mozart, Beethoven, Schumann, Brahms,

monic, and melodic elements of music.

to haye almost the entire outfit of the modern pianist,

are writing free fantasia upon themesalready heard, they

the forty-eight preludes are in the form of the etude ; the

and upon one side it represents what until lately was the
extreme limit.
It depends a great deal upon what you
mean to get out of your Bach playing. We know that
the clavier, which was Bach’s piano, was an instrument
of very slender and sensitive tone, entirely incapable of
filling a room of any size.

Hence there are those who

read in everything of Bach these hampering limitations,
and are satisfied with a neat finger-fluency and a light
touch. There are others who remember that the action
of the clavier afforded the playeran expression unknown
to the modem pianist, owing to the free escapement of
our hammer (in consequence of which there is not any¬
thing you can do to the tone when once the hammer has
been set in motion, except through the pedal or by
simply withholding the damper from the wires. The
clavier style of expression, it is claimed, has lately been
added to the powers of the piano through the clever in¬
vention of a great devotee of the clavier, Mr. Morris
Steinert, of New Haven, Conn.).
The first impression which the study of Bach’s music
makes is that it is conceived from an intellectual stand¬
point, and is, as sometimes expressed, “made to order,”
“calculated,” “ scientific, ” and to be distinguished from
the melodic and the spontaneous. This impression is
partly right. Bach was a flower of musical culture,_
the product of ten generations of musical heredity,—a
born musician, and trained to technical perfection in all
the arts of composition.

Hence, in everything of his,

the mastership and the expert repetition and develop¬
ment of motives are everywhere in evidence ; and it is
only later that we begin to realize that behind all this
musical cleverness is the actual root of the matter, music
itself, spontaneous, palpitating with emotion, free and
admirable. Moreover, this emotional quality of Bach’s
imagination only comes ont when the actual notes are
played in the manner intended,
with the freedom,
speed, and discrimination of touch, so that the different
melodies of the voices are played melodieally, with feel¬
ing, and with the “come and go” belonging to expres¬
sive singing.

Jast as soon as any prelude or fugue, or

About one-half

are merely playing with wbat they bad left of the Bach

other half show a structure more polyphonic, and are

art of fugue. They play ; Bach worked—or would have
worked if he had not been so great an expert. He car¬

very useful as a preparation for fugal work.

ries his development too far for modem ideas ; nowa¬

therefore not only desirable, but obligatory, if both forms

days we change the

are to be thoroughly understood.

subject oftener.

But all this

A separate

study of the preludes, as distinct from the fugues, seems

thematic development, and particularly the “ elabora¬
tion ” after tbe double bar in a sonata movement, are

many different solutions have been propounded.

survivals from Bach, and are made clear through study¬

from

ing Bach and playing Bach.

How Bach should be studied is a question to which
Apait

the usual conventional methods of preparing

In fact, we seem upon a

standard musical works, their composition (analysis),

new development in piano-playing which will rest, if
possible, still more upon the works of Bach than that

their expression (of motion), the singing ol the interlac¬

which we have been working out after Chopin, Liszt, and
Thalberg. The modern playing will require Bach fingers

Fugues are not compositions for beginners ; nevertheless,

and Bach expression, intensified according to the needs

students just at their initiation to polyphony.
The theme of a Bach fugue contains on the surface

ing of their melodies, must be carefully studied out.
Riemann’s polyphonic studies will be very useful to

of modern life. Tire hand has to be made stronger, the
action of the fingers very complete, very rapid, very in¬

both rhythmic and melodic elements.

dividual, and at will very expressive.

elements, though equally present, are concealed. Let us

This can not

come from exercises as such, except in the early steps •

investigate the former first.

expression comes only where there* is something to ex¬

part II.

press. And this means Bach study as preparatory to
almost all the moderns.

Fugue 12.

The harmonic

For instance, Fugne 12,

Book II, 8 parts.

Or take it another way : The expression of complete
musical ideas upon the pianoforte requires, first of all,
fingers, which, according to tbe Delsartean conception,
represent thought, and in music do represent thought^
since it is only through their perfection that this sensi¬
tive interplay of musical ideas can be brought to per¬
formance ; second, we must have hands and arms for the
chords, octaves, and

bravura

effects (for all bravura

eflects are largely arm effects). For these qualities we
do not look in Bach, but in modem works, such as those
of Liszt and Schumann.
sensitiveness.

Third, we must have musical

Now, this last quality is the very flower

The dynamic rise and fall is indicated by tbe little
dots.

These furnish us with a key to the proper

delivery of the melody, because they expose the skeleton
of it.

Upon this framework of tonal elements the

other notes are clothed.

of musical education, and it will come only from a very

The melodic character being firmly established, the
rhythmic element should be examined. This particular

rich and many-sided culture. It will be by playing and
hearing all sorts of music, from Bach to Brahms and

theme is in two-quarter time, and apparently presents a
dance rhythm. Conform the accent to the rise and fad

Tschaikowsky ; much practice in Schumann, Chopin,

of the melody, and the proper tempo will adjust itself-

T>zt, and the romantic writers generally (not forgetting

The step which Bach probably saw in his mind’s eye

those indispensables in the earlier stages—Mendelssohn,
Heller, Jensen, and Grieg). Also by making represent¬

presented on the up-beat a preparation for a decisiTe
motion, which took place on the first note of the measure

(c) Duetto in E minor, No. 1. •
(d) Menuetto in B flat (from First Partita).
(e) My Heart Ever Faithtnl (Lavignac).

most a matter of impossibility to distinguish two or
more melodies being performed at once. The ear re¬
quires education in this respect. The best modern
teachers, however, are now giving the simplest contra¬
puntal compositions to pupils just as soon as their tech¬
nical attainments permit.

The result is that a better

comprehension not only of the works of Bach, bnt also
of the works of Mozart, Beethoven, Schumann, and
others is becoming apparent with young pianists. An
ideal musical education would be that wherein the great
classic masters only were studied at first, and later
the romantic masters. As it is, many young students
play compositions of Chopin, Grieg, and Liszt before they
are familiar with those of Bach and Beethoven. With
their taste for the glamour and picturesqueuess of the
moderns so cultivated, they find it difficult afterward to
come to a proper appreciation of the severer and lets
emotional works of the classicists.

Indeed, the task of

properly training the taste of pupils is one which every
American instructor has to contend with. The problem
of bringing the compositions of Bach especially before
pupils with a fondness for the modern composers is one
which involves considerable thought. Unquestionably,
the best plan is to select those works of his which are
the least contrapuntal and the most homophonicat first,
and gradually to lead toward the greater fugues of the
“ Well-tempered Clavichord.” To force thefive part fugue
in C-sharp minor (book i) upon a pupil who cares only
for such pieces as Godard's “Second Mazurka” and
Grieg’s “To the Springtime” is a mistake. To this
sort of pnpil scarcely anything of Bach’s will appeal.
Bnt the “ Lonre inG,” or the “ Eighth Little Prelude in
F,” or the“Gavotte and Musette in G-minor,” from the
“Third Eaglish Suite’’ought to interest her. By careful
and conscientious study of such selections as these a
real fondness for them will develop.

In order that such

a liking for Bach's works will be stimulated and enconraged, the writer has compiled some Bach recital
programs, varying from the easier to the more difficult
compositions. Pupils could study one or more pieces,
so the various program numbers could thus be divided

3. (a) Prelude and Fugue in E major (No. 9, from Welltempered Clavichord, book ii).
(6) Invention in F major. No. 8 (two parts).
(c) Pasiepied in E minor (from Fourth English Suite).
(d) Prelude in G minor (from Twelve Little Preludes
No. 10).
(e) Gavotte and Musette in D m'nor (from Sixth
English Suite).

Program of More Difficult Compositions by J. S.
Bach.

1. (a)
(b)
(e)
(d)
2.

Fantaisie Chromatique and Fugue in D minor.
Invention in F minor, No. 9 (three parts).
Allemande in B flat (from First Partita).
Gigue in G (from First French Suite).

Italian Concerto in F major (Billow).
{a) Allegro Animato. (b) Andante motto espressivo.
(c) Presto giojoso.

3. (a) Prelude in A minor (from Second English Suite)
(4) Caprice in C minor (from Second Partita).
(c) Fautasia and Fugue in G minor (transcribed by
F. LiBzt).

delssohn is praised for it; but there it stands in old
Bach.

In truth, he anticipated everything.”

But we must not chide Mendelssohn for purloining a
few ideas from his idol; Bach would have been the first
to pardon him, if some one could have foretold him how
Mendelssohn would, in the nineteenth century, wage
war against popular indifference to his works and pro¬
fessional ignorance regarding their contents and signifi¬
cance. Mendelssohn not only resuscitated the great1 ‘ St.
Matthew’s Passion,” but that work influenced him so
much as to induce him to write his own “St. Paul ” and
“ Elijah. ” I have often thought that a certain harmonic
grandeur and variety in some of Mendelssohn’s best works
o wed their existence to his early acquaintance with Bach.
He was really the first who seemed to fully appreciate
the greatness of Johann Sebastian.
It is true that Mozart declared that Bach was the only
comooser who could teach him anything, and that Bee¬
thoven referred to the oceanic depths of his music ; but
neither of these masters, unluckily, knew his works
sufficiently well to be specially influenced by them.

As

for musicians in general, we may apply to them what
Robert Franz said of Bach’s pupils: “ None of them
understood him in his essence ; they marveled at his
virtuosity, his knowledge as a teacher, but of his

UROGRAM OF PIECES OF DIFFERENT GRADES BY J. S.
Bach.

supreme genius they had no conception.”

1. (*) Prelude and Fugue on B A C H.

until the epoch of Mendelssohn, Schumann, Chopin, and

(4) Bourree in A minor (from Second English Suite)
(c) My Heart Ever Faithful (Lavignac)
(d) Loure in G (from’Cello Sonata).
Fughetta in D (two parts).
2. (a) Prelude and Fngue in C sharp major (No. 3, fron
Well tempered Clavichord, book I).
(4) Prelude and Fugue in E flat (No. 7, from Well
tempered Clavichord, book ii).
(c) Invention in F, No. 8 (two parts).
('0 Gavotte and Musette in D minor (from Sixtl
English Suite).
(e) Gigne in G (from Fifth French Suite).
3. (a) Fantasia in C minor.
14) Allemande in E (from Sixth French Suite)
(c) Andante in F (from Third Sonata).
(<*) Gavotte in B minor (Saint-Saens).
(*) Toccata and Fugue in E minor.

It was not

Liszt that Bach began to be understood as the deepest
of musical thinkers and to exert his powerful influence
on the whole musical world.

Since that time he has

been the composers’ composer, worshiped by all, under¬
rated by Berlioz alone.
In all departments of music has Bach’s influence been
felt.

He never seemed to care much for operatic music,

aud when he made those foot tours to Hamburg it was to
hear an organist and not the operas sung there. And
yet there is an abundance of superbly dramatic music m
his “ Passions ” and his cantatas ; accents of woe or J0.'
such as are to be found in few operas except those o)
Wagner, who was all his life a devout student of Bach,
in “Die Meistersinger,” particularly, we have unmi."
takable evidence of Bach's influence in the superb open-

trolled—doesn’t Walt Whitman say that somewhere ?—
I’ve even rioted in Verdi. Ah, you are surprised ! You
fancied I knew my Czerny el viola loutt

Let me have

your ear. I’ve run the whole gamut of musical com¬
posers.
I once swore by Meyerbeer.
I came near
worshiping Wagner, the early Wagner, and to day I am
willing to acknowledge that “ Die Meistersinger ” is the
very apex of a modern polyphonic score.
I adored
Spohr and found good in Auber. In a word, I had my
little attacks of musical madness, for all the world like
measles, scarlet fever, chicken-pox, and the mumps.
As I grew older my task clarified.

Having admired

Donizetti, there was no danger of being seduced by the
boisterous, roystering Mascaeni.

Knowing Mozart al¬

most by heart, Gounod and his pallid imitations did
not for an instant impose on me.
Ah ! I knew
them

all, these

vampires who not

only absorb a

dead man’s ideas, but actually copy his style, hoping
his interment included his works as well as his mortal
remains.

Being violently self-conscious, I sought as

I passed youth and its dangerous critical heats to
analyze just why I preferred one man’s music to an¬
other’s.

Why was I attracted to Brahms whilst Wagner

left me cold ?

Why did Schumann not appeal to me as

much as Mendelssohn? Why Mozart more than Bee¬
thoven ? At last, one day, and not many years ago, I
cried aloud, “ Bach, it is Bach who does it, Bach who
animates the wooden, lifeless limbs of these classicists,
these modern men. Bach—once, last, andall the time.”
And so it came about that with my prying nose I
dipped into all composers, and found that the houses
they erected were stable in the exact proportion that
Bash was used in the foundations. If much Bach, then
granted talent, the man reared a solid structure. If no
Bach, then no matter how brilliant, how meteoric, how
sensational the talents, smash came tumbling down the
musical mansion, smash went the fellow's hastily erected
palace. Whether it is Perosi—who swears by Bach and
doesn’t understand or study him—or Mascagni or Mas¬
senet, or any of the new school, the result is the same.
Bach is the touchstone.

Look at Verdi, the Verdi of

of the pianist’s fingers, individualization and conse¬
backwards, hence the surprisingly fresh, vital quality of
his music, despite its pessimistic coloring. Schumann

The diligent daily study of Bach will form your style,

loved Bach and built his best music on him, Mendelssohn

your technics better than all machines and finger exer¬

re discovered him, whilst Beethoven played the Well
Tempered Clavichord every day of his life.

porary and not a historical reminiscence.

All my pupils study the Inventions before they play
Clementi or Beethoven, and wbatwell springs of delight
are these two and three part pieces ! Take my word for
it, if you have mastered them you may walk boldly up
to any of the great, insolent forty-eight sweet tempered
preludes and fugues and overcome them.
say I to every one, but study him sensibly.

Study Bach
Tausig, the

quently a flexibility that is spiritual as well as material.

cises.

But play him as if he were human, a contem¬

indulge in rubato.
in Chopin.

Yes, you may

I would rather hear it in Bach than

Play Bach as if he still composed—he does

—and drop the nonsense about traditional methods of
performance.
to-day.

He would alter all that if he were alive

I know but one Bach anecdote, and that I have never
seen in print.

The story was related to me by a pupil

greatest pianist the world has yet heard, edited about

of Reinecke, and Reinecke got it from Mendelssohn.

twenty preludes and fugues from the Clavichord.

Bach, so it appears, was in the habit of practicing every

These

he gave his pupils after they had played Chopin’s opus
10.

Strange idea is n’t it ?

Before that they played the

Inventions, the symphonies, the French and English
Suites Klendworth’s edition of the latter is excellent
—and the Partelas. Then I should say the Italian con¬
cert and that excellent three voiced fugue in A minor
so seldom heard in concert.

It is pleasing rather than

deep in feeling, but how effective, how brilliant! Don’t
forget the toccatas, fantasias, and capriccios.
Such
works as the Art of Fugue and others of the same class
show us Father Bach in his working clothes, earnest if
not exactly inspired.
Bat in his moments of inspiration what a genius!
What a singularly happy welding of manner and matter !
The Chromatic Fantasia is to me greater than any of the
organ works, with the possible exception of the G minor
Fantasia. Indeed I think it greater than its accom¬
panying D minor fugue. In it are the harmonic, melodic
and spiritual germs of modern mnsic.
The restless
tonalities, the agitated, passionate, desperate, dramatic
recitatives, the emotional curve of the music, are not all
these modern, only executed in such a transcendental
i&shion as to beggar imitation?
Let ns turn to the Well Tempered Clavichord and bow
the knee of submission, of admiration, of worship
I
use the Klindwortb, the Busoni and sometimes the
Bischoff edition, never Kroll, never Czerny
I think it

day in the Thomas-Kirche, at Leipzig, and one day
several of his sons, headed by the naughty Friedemann,
resolved to play a joke on their good old father.

Ac¬

cordingly they repaired to the choir loft, got thebellowsblower away and started in to give the Master a surprise.
They tied the handle of the bellows to the door of the
choir, and with a long rope fastened to the outside knob
they pulled the door open and shut and of course the
wind ran low.

Johann Sebastian—who looked more

like E. M. Bowman than E. M. B. himself—suddenly
found himself clawing ivory. He rose and went softly
to the rear. Discovering no blower, he investigated
and began to gently haul in the line.

When it was all

in several boys were at the end of it.
them ?
bellows

Not he.

Did he whip

He locked the door, tied them to the

and sternly bade them blow.

They did.

Then the archangel of mnsic went back to his bench
and composed the famous “ Wedge ” fugue. How true
all this is I know not, but anyhow it is quaint enough.
Let me end this exhortation by quoting some words of
Eduard Remenyi from his fantastic essay on Bach.
“ If you want music for your own and music’s sake
look up to Bach.

If you want music which is as abso¬

lutely full of meaning as an egg is full of meat—look up
to Bach.”
Look up to Bach.

Sound advice.

Yours Polyphonically,

Profit by it.
Old Fogy.

that it should be rendered next Friday night, that day

The exactly opposite application of the rules governing

being Tuesday.

chord progression is often quite as gratifying to a musi¬

said

to

“But you cannot perform it,” they

Bargiel ; “you do not play well enough.”

Bargiel blushed and stammered, “How is it possible
for any one to learn it in time ? It is a long and di fficult

Music is an art, and

we should discuss all these matters from the art point of
view.

work, taxing the powers of a virtuoso ; no one knows it

Other matters being equally sound, that text-book

by heart but myself, and the manuscript is with the

will produce the best results which remains longest on

publisher.”
“Get the advance sheets,” they said,
“and we will have it played for you.”

to be harmonized.

So advance sheets were received on

Wol.DEMAR BaBOIEL.

cal person who has been untaught.

Thursday and

triad-work and contains the largest number of melodies
of themcelves.

Dissonant chords usually take care

The handling of simple triads, in root

immediately handed to the American student, a boy of

position and first inversion, is the most difficult work

sixteen, to learn by heart and play at a Gewandhaus

in all musical theory.

concert the next evening—a task worthy of the efforts
of Liszt.

gression, but may move according to what I should call

The young man, nothing daunted, went to a friendly

These chords have no fixed pro¬

the instinct of the cultivated musician.

Nothing will

so soon give the student a mastery of diatonic harmony
as strict counterpoint. When the student has reached

drill was severe, hut laid solid foundations for sightreading. Every young musician grumbles over the C

music-dealer and played the work over four times, for
him unusually careful preparation. On the appointed

clefs, and on one occasion I presented to Bargiel a vocal

night he played it with such effect that Bargiel found

composition compressed into ordinary vocal score.
He
immediately advised the use of C clefs, and when I

taken up and the two branches of the one study be

himself famous, and developed for the young American
a friendship which lasted to the end.

carried on simultaneously.

instanced various modern compositions published in

Possibly this experience led him to watch more care¬
fully for unexpected talents among his pupils. Never

contrapuntally, and any teacher of to-day who does not

compressed score he replied, “That makes no differ¬
ence. My brother-in-law, Schumann, always used the
C clefs, and I use them.” His connection with Schu¬
mann was a source of pride to him and he frequently
alluded to it.
Schumann was the only modern composer of whom he
approved.
Of Brahms, on whose shonlders Schumann publicly
placed his mantle, Bargiel is reported to have said,
“ Brahms is a fine man and a very good friend of mine ;
but he can not compose music.
symphony.”

He has written no real

“ Herr B-,”

he said, “do you find ‘Die Walkiire’ beautiful ? ”
"Indeed I do, Professor Bargiel.” “ Herr K-, do
yotf find ‘Die Walkiire’ beautiful?” “ Most certainly,
Professor Bargiel.” “ Well, gentlemen, unless you can
compose better music than * Die Walkiire,’ yon need not
visit my classes again.”

Students will know little

of the art of writing good harmony till they regard it
combine counterpoint with harmony will soon have to
give way to those who do.

piece but that Bargiel was quick to have it performed at
class or concert, even by chorus and orchestra.

He

would first read over the fortunate work ; then ask the
composer to play it; then say, “That will sound well
with violin and piano.
Thursday.”

Bring it to the ensemble class

If a pupil was struggling without success

with an idea, Bargiel would often take it and improvise
a composition in the desired style, frequently following
with something of his own.
He made few criticisms in detail, unless he were

AgainstWagner he was most bitter. On one occasion
he was instructing two of his favorite pupils, when
allusion was made to “ Die Walkiire.”

did one write a successful sonata movement or ensemble

the first inversion of triads, counterpoint should be

offended by some ultra modern effect, but sought to fill
the pnpil with the spirit of his work and to

inspire

him by contact with masterpieces. This is the reason
for his great success as a teacher. Every pupil felt that

—In 1836 Schumann wrote this splendid passage
about the great master of Bonn: “Were I a prince, I
would construct to the memory of Beethoven a temple
in the Palladian style ; or, still better, would take a
hundred oaks of a century’s growth and inscribe with
gigantic writing his name over a vast expanse of coun¬
try ; or I would build in his honor an academy, wherein
his words would be taught, the words which declare that
music should not be exercised as a vulgar trade, but
restricted to its own priests as a world of marvels is to
the initiated alone.”

he was under the direction of a wise, tranquil, lofty
nature that stood for purity, strength, and simplicity in
art, and would lay staunch foundations which might
safely be trusted to support any later developments
along modern lines.

—A great writer has said that the difference between
the great and the ordinary man is that one knows how
to pick and cull his thoughts, while the other leaves them

in a chaotic mass.—Presto.
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Play this composition with the greatest delicacy of
touch. It will be found full of mystic charm. The form
is very clear; after a prelude of three measures the
Copyright 1899 by Theo. Presser. *

P rases consist of either two or four measures.
ween a and D) bring out the lower voice, in lb
next phrase the upper.

Pe sempre stacc.
unacorda

d) From here io the return of the first pari,play with
great breadth, fullness and resounding tone.
e) Bring out the lower voice in the right hand.
I) On pianos with a sostenuto pedal, a charming ef-

fect may be made by using it to sustain the chord while
e o owing passage is played without the damperpeda . he chord may be sustained with good effect three
measure beyond the two indicated.
2835».. 4
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These writers also state that the various governments
and cities give liberal subventions to music, but fail to
show that this is a means of bringing the higher forms
of the art to the people that is impossible in democratic
United States. Popular subscription or liberality is our
only resource. Not all Germans love grand opera, sym¬
phonies, and chamber music. Many of them patronize
an inferior class of composition. Not even the American
publisher of music, who is popularly supposed to be
averse to anything like encouragement of high art in
music, places on the market more music of a wishywashy character than many German publishers.
A
German, Bohemian, Hungarian, or Russian name is on
the title-page of many a piece that is no better than a
“two-step” or a “coon-song.”
In another place Mr. Concorde says that we should
not judge the musical capabilities of a nation by the
geniuses that it has produced :
“Genius is the exception—the individual, not the
nation. A fairer conclusion is arrived at by the number
of minor or talented men that a nation produces, and
above all by the numbers of those who care enough
about art to support the gifted ones.”
When it comes to the question of the support which
music receives from the general public, there is no doubt
that both England and the United States make a fine
showing

Every artist of renown goes to London to

him make these same interesting signs upon the new,

A regular quarterly recital adds interest.

Parents are

clean page ; make his own music, with clefs, notes, and

pleased to see the progress of their children, and the boys

measures. How anxiously he watches to see how it is
done, and eagerly takes the pencil from your hand to

and girls eagerly scan the printed program for their

make for himself the white-headed notes, the black¬

this. Begin to think about it and plan for ittwomontbB

headed ones, the old men notes with their crutches, to
put in a rest when they grow weary. Draw upon your

or more beforehand.

imagination to make these things live and grow under
the child’s eye.

up and review them for the occasion.

Later on, put the scales on paper; then take them out
for a walk on the keyboard, slowly and carefully, as a

feel easier knowing his familiarity with it.

child takes his first steps alone.

formance ; nothing costly, but a simple reward for faith¬

With a clean,’ clear

names.

Do not make extra work on the pupil’s part for
Have pieces well learned and com¬

mitted and laid aside in ample time.

Then take them
The child will

not worry, “for it is only an old piece,” and you will
Perhaps it

would be well to offer a prize for the most musical per¬

tone we walk up the octave, taking care to put one key

ful work.

down at a time ; for as one foot, in walking, is up while

but not, I hope, envious. Pupils’ recitals should always

the other is down, so no two keys may be down at the

be free, but well advertised, and parents and friends will

same time.

fill the hall.
When the number of older pupils will warrant it, by

First lift one finger and then the next, and

m the very beginning watch for clear work, the first
finger coming up as the second goes down. When ready
for the next scale, note points of similarity, and the
child feels, “ Why, they aren’t so hard and stupid, after
all. I wonder what comes next.”
You have your little book of exercises, and find that
a simple one with a pretty name is much more at¬

Your pupils will be ambitious and anxious,

all means have a musical club.

Plan the

study

ami

offer suggestions, bnt let the pupils do the work. I 1®D
your course of study of music and musicians, makiDg
every effort to keep it simple and interesting. Bring
pictures of the masters and modern players, anecdotes
of their lives, and aim to have a few events in the lives

tractive than one without, and lends its beauty to the

of each and their most noted work thoroughly learn

piece
If you use a book with no names, as Loeschhorn,
Op. 84, the present writer would suggest that you name

or great composers.

After the program have musical games, musical

authors,

At each meeting have music by

the pieces together. Play them through, and together
decide which name best suits each.
Name only a few

composer of the day, and strive to make the pnp1

The American public is willing to pay for musical enter¬
tainment, but it wants what is popularly supposed to be
the best, and this not only in concert and opera, but in

r“t J ,esG1,e8e 8re learDed y0U wil1 haTe “other de1 ightful fi fteen minutes playing and naming more. The

helpful discussion on such topics as “ How to

teaching as well.

again8

enhance his reputation and to increase his bank-account,
and he can also add to both by coming to this country.

A great teacher, be he American or

foreign born, is assured of splendid support to day in
the United States.

European writers are fond of saying

that neither England nor our own country is musical,
since neither country has produced great composers.
We are fast catching up in many branches of musical
culture ; let us hope that the good work American com¬
posers are doing to day represents the first step in a
Bplendid development.
second to none.

child is eager for another such treat, and works away
8

to that “testing point

A child’s first piece is to him one of the most im¬
portant points of his music study.

Sheet-music has

such a peculiar fascination for him ; so hold out the
promise of a piece as a special reward for goodwork
After exercises and scales are in good shape, hands and
fin era under good control, bring the piece. But don’t
.p., h,.
„ bJ keepi„g j „„ th™'ea;.“

In the useful arts our rank is

There is some ground to hope that we
"~h

«..g P«i,t i, ,„tai„i»g u, !"

familiar with the best music.

Have a few moments o^
Practice,

“ How to Memorize,” “ Music I Like.” The result«
be an interested class, pupils familiar with the m
and their music, and a growing taste for the music and interest in methods of teaching and 8 n • ' .
Encourage your older pupils to take musica
zines; take the best yourself, and lend them
•
Give sample copies of The Etude, and encourag^
to cut clippings on musical subjects, and wa
papers for any important musical event.
8]J(i
Above all, hear good music whenever you
^
encourage your pupils to do so. If you are n., i aDd
cities, and so unable to hear Hofmann, Kosen
-^
Sauer, keep posted on musical events, and spea
j,
to your pupils. Be interested yourself, act so i
work, and your pupils will catch the spirit ani
quickly to all your efforts in that direction.

1) remarked that had it not been for him, C would not
have stood where he did to-day. I do not believe either
man was indebted to the other for anything—save the
debt that every man owes his profession. The remarks
of each were uncharitable, and certainly, to an outsider,
would seem to indicate a desire to belittle each other.
H“re is one more : E and F are two prominent musi¬
cians—pianists and teachers. To all appearances they
are gentlemen of education and social standing. E
told me that the mother of F once scrubbed floors and
did menial work for a livelihood ! F is one of our
finest pianists, a prolific composer, whose music can be
found in almost every studio, and a teacher of acknowl¬
edged ability, and vet E could not think of anything
better to say of him than that.
Even if the statement were true, no barm could have
been done by silence. What makes this case more glar¬
ingly flagrant is the fact that, like A and R, the men
were too far apart to clash with each other in any way,
financially or artistically. It was simply a case of un¬
charitableness and ill-will, and it was as unjust as it was
nnnecssary and unkind.
.
Along with envy, hatred, and nncharitableness is
usually found a large and flourishing egotism. To prove
this, all one has to do is to attend the meetings of State
music teachers’ associations.
When a speaker gets
through one can not well help coming to the conclusion
that “ there is only one of him, and he’s it.” I do not
pretend to know whether the ill-will and jealousy is the
cause of the egotism, or vice versa. I only know of their
coexistence. It is very noticeable in the columns of our
musical magazines. In a recent publication an article
appeared which, besides being on a very interesting sub¬
ject, was well and entertainingly written by an excellent
musician of much more than local reputation. Some
one—unknown, probably, to all outside his own locality
—wrote a sarcastic and jeering letter, which for ill-nature
eclipsed anything I ever read. Legitimate criticism
would doubtless have been gratefully received ; the let¬
ter in question did more harm than good, as it no doubt
wounded a sensitive spirit.
In another magazine I noticed recently u symposium

method will not be forgotten readily, and may seriously
affect future results.
In this connection I can not assert too emphatically
that an ignorant, dishonest teacher can not succeed
against the competent and just one. It is results which
count, and it is unnecessary to take the trouble to
try to convince the public of the incompetence of
any one in any line.
Incompetence makes its own
confession in time. Further, when a pupil, showing
much deficiency, comes for instruction, how do we know
that the teacher is to blame ? It may be that the teacher
has done his best. It remains for us to do ours then and
see if we can do better, instead of finding fault and
criticising.
Mr. Mathews said recently in an editorial : “ There is
something in the pedagogic habit of mind, and the
spirit of the artist, which limits the capacity of artistic
enjoyment.” This may be true, but for the life of me
I can not see why pedagogic or artistic work in music
should engender ill-will, jealousy, ill-nature, injustice,
aud often malice to the extent that it seems to. That a
certain amount of envy should exist among artists and
teachers is easy of explanation, perhaps ; but that this
should be allowed to develop and make musicians blind
to every good point in others in the same profession
(every one has some good points—a dead dog has teeth
white as pearls) is neither excusable nor sensible. Every
one who has risen to any eminence has done so by dint
of much labor, study, and sacrifice, and is therefore
entitled to some respect, courtesy, and fairness. If
teachers in particular, and musicians in general, would
learn this, it would contribute considerably to their own
happiness, enhance the dignity and improve the tone
of the entire profession, and in time the rest of the
world would look upon us much differently and have a
higher and better conception of music and its devotees.
I have often wondered whether musicians and teachers
—and, by the way, all through this article I have had
women as well as men in mind ; as I have seen spiteful
things done and heard most unkind things said by the
gentler sex—really had any conception of how their
treatment of each other was looked upon by outsiders.

“ I can not resist dwelling on a serious danger which
besets the unsuspecting American student. I refer to
the cate life of Germany in general, and to that of Berlin
in particular.
“ This fascinating cafe life often proves the rock on
which a talented student’s hopes and ambitions are
utterly shattered. A great number of Americans do not
appreciate its baneful influence until resolutions of re¬
form come too late. At first they slip into a popular
establishment merely for a brief rest and some light re¬
freshment. Soon the half-hour spent in relaxation and
innocent enjoyment lengthens into an hour or two; and,
before they can realize it, the national habit has proven
stronger than their sense of duty.
“The whole afternoon is wasted ; the evening, and a
greater portion of the night, are devoted to enjoyments
no longer innocent and harmless ; and alter several
years of such an existence, these young people return to
their disappointed families, ignorant,—unhappy, and
frequently broken in health.
“Thiscafe life is, in some respects, certainly charm¬
ing. It seems innocent enough to the unsophisticated
stranger ; and in its various pleasures nothing, at first,
can be discovered to suggest temporary or permanent
disablement of mental or moral strength.
,
“ Let us take, for instance, the Caf6 Katserlto.
Where, in any American city, can one spend so agree¬
able and interesting an hour in a similar establishment.
It is the rendezvous for men of letters and science.
Here, over a enp of coffee, great painters expound their
theories of art, or discuss the merits of their brother
artists.
Celebrated composers and instrumentalis
greet each other in an atmosphere well calculated
promote genial sympathy and fraternal interest. •
every table, almost, sits some peculiar or well-know
individual. Every civilized language is spoken, every
interesting subject of the day discussed.
.
.
“ From snch apparently innocent recreation
student too often glides imperceptibly into actual re
lessness and immorality ; and only when self-con
and the sense of duty are at their lowest ebb, then,
then only, does the student realize that the long »'e" „
which leads to an artist’s career is closed to him foreve ■

A characteristic of the physical life is the COB
renewing of the tissues wasted in our various m
ments. Just so the best way to conserve one s *n<>
which is the sum of our vital powers, is to.■ the
work, to he continually expending energy vmbin
limits nature will stand.

is not my fault if—”
“ No, no, my cembalist, I know it is not your fault.”
Frederick smiled and tapped him on the shoulder.
and write. Yon have ever my good-will.”

“Go

With a motion of his hand the king dismissed him.
Emannel lost no time in sending a threatening letter
to Leipsic, with a strong suggestion of a nemesis in the
background, in the guise of a picket of hussars.
the letter did not fail of its effect in Leipsic.

And

Sebastian,

spurred on by his frightened wife, referred the letter to
the Council, which, in its consternation, gave Cantor
Bach a furlough, after so “urgent” an invitation.
Friedemann was to accompany the father, in deference
to the king’s personal request.

the world.

the opera. In a few days Graun’s new opera, ‘1 Cinna, ’ ’
was to be given, and the king wanted to hear some of
it to-day.

and artist both.

A single glance flew over the room.
ready.

Every one made

Notes and instruments were arranged.

At last

there was profound silence, and all awaited the king’s
signal.

The castle clock was just striking nine, and the

drums of the watch were sounding their piece.

You will let us see something of your

skill, too?”
“ As much as lies in my power, your Majesty.”
“Well, Master Sebastian, if you are not tired from
your journey, I should like to show you the new Silhermann pianofortes, and hear how you find them.”
“At your service, your Majesty.

A man must never

be weary in his art.”
“Splendid 1 You see, I have eounted so long on you,
and you never came.

he delivered the report of the day to the king.

gentlemen,” and Frederick took Sebastian’s arm, and

With the wonderful accuracy in all that he did, the

Now you must atone.

Come,

the court, the players, the whole brilliant train followed
these two—the greatest artist and the greatest king.

What might seem petty

Thus they strode, accompanied by the pages who bore
the lights, from room to room. Wherever one of Silber-

pedantry in the king had an importance which was
often evident to Frederick alone.

mann’s famous pianos stood, a circle was formed, and
Sebastian tested its quality with his beautiful variations,
which delighted all ears. The king laughed in happy
ecstacy. When they had tried all the Silbermanns,

escaped the king’s notice.

The great Frederick stood at the window of his study
and looked down upon the wealth of blossoms in the

Remember that it is pain that ripens man

By the opposite door entered the officer of the day ;
with stiff military bearing, hat in arm, hand on sword,

strict division of days and of hours, with a special
value, a special meaning, for each division, nothing

The Royal Theme.

park at Potsdam.

arias, and were supported by several other members of

He gazed in deep thought at the sun

In the report of the day—to mention but one detail

sinking in the forest fringes of the west, and playing

—was an exact list of the arrivals, with a precise account

like fluid gold in the waters of thegreat fountain, whence

of their purpose, their condition of life, the length of
their stay, ete. The king had many enemies; he knew

Sebastian said, “The one in the green pavilion is the

the attitude of other powers—how they sent intriguers

“ Really 1 Graun and Quantz think so, too.”
“A proof that Messrs. Graun and Quantz have ne

the roek-hewn sea-god rose with his chariot of tritons.
Frederick was alone,—that is the tragic fate of all
greatness,—and he felt how very much alone he was at

and spies of all kinds into his neighborhood.

this very time.
Those hours when day and night
melted into one were his greatest and saddest. The heart

was his means of knowing the people who came near his
person.

of the king was empty.

The true love of woman, the

sense of home and hearth, were not his portion. The
fairest flower of life had died in the May of his youth.
Friendship, to be sure, had a share of his store of latent
love. But his dear, pale Jordan was dead. He had
loved none like him since Suhm and Katte.

A true son

of his century, he could not turn to his Creator.

God is

not for man’s mere reason ; that is His fundamental trait.

The king, flute in band, had already grasped the
document, when he started in dismay.

Then, turning to

his musicians with a certain constraint and lack of ease,
he said: “Gentlemen, old Bach has arrived!” “My

“ Yes, it is your father, and brother, too.
of your joy.

They have

You need not be ashamed

Go to him, and tell him to come right up

to the castle.

with the company of great minds?

him.” While Emanuel hurried off, Frederick put away
the flute, and walked restlessly up and down, like a
man on the eve of a great moment.

keenly their limitations.

Not Voltaire’s cynical flashes

the pavilion, so that I can play something better.

play in earnest.

Frederick's heart was athirst, was not his spirit content

tion with him, in person or in writing—for all these he
had a high esteem ; but he was too broad not to feel

It needs a special

feeling to woo the best from the best.
“ If your Majesty command, we will now return to

aware of the impropriety of his act, he stepped back|
flushing with embarrassment.

would have no mystery—death were needless.

Voltaire, Algarotti,

The instruments are all uiore

father?” cried Emanuel, springing from his chair. But,

alighted at your dwelling.

all the philosophers of France, who stood in close rela¬

worse ears than I.

beautiful than any I have ever seen.

have only been trying the instruments.”
“ If you call that trying, the Lord help us when

If He existed for our logic, we would be his equals ; life
But if

So this

best, your Majesty.”

Do you hear?

Immediately.

I must see

Kirnberger and Agrieola stood together; their glowing
faces betrayed the emotion which they felt at the pros¬

We shall have to pack up and leave.

“ Nay, nay, your Majesty.

Berlin music merely °

lows a different field from my own.
in themselves.
Graun, I know.

Ve

Both arts are gre*

I shall never write an opera, like Master
That takes other qualities, which I 0

not possess and shall never attain.”
“Old Bach is certainly a true artist, gentlemen,
he is a modest man.” The king’s eye gleamed as >
swept through the company and

rested with joy oU

Sebastian.
“ Let us hear, then, the difference between your nm-1'

into the world’s work, it is the very best possible
arena for training women for professional and trade life,

The period of Bach falls between 1685 and 1750;

into which circumstances are forcing them, just as

that is to say, he was the contemporary of Louis XIV

Among the dances of the occasion, a “huntress ”ex¬
ecuting a number by characteristic and beautiful panto¬

parliamentary law, which must of necessity rule in
club discussions, is of all training the very best that

and Louis XV, of Frederick the Great, and of George
II of England ; also of William and George I. He was,

classic bourse, which, indeed, she was dancing.

could be devised in the etiquette of business.

For par¬

therefore, the contemporary of the minuet, which is an¬

couples likewise danced the royal court minuet as per¬

liamentary usages are courteous, decorous, reasonable,

other way of indicating that the age of Bach depended

formed by the royal families of Europe, M. Pittipas,

logical, expeditious.

on the court dance for the expression of its social emo¬
tions.

To know them is to be able to

conduct, with the greatest possible efficacy because the
least possible friction, those affairs of life which require

expressed in his notes.

Instrumental music had arrived at the precise point

mimic steps and poses recalled to the initiated the
Nine

Imperial Master of the Ballet at Vienna, who composed
it, having communicated the same, personally, to Mr.
Reilly.

These steps, still known by their old names,

consent for united action, and their powerof concentration
of thought, self control in speech, and logical develop¬

where it was to part company with song and dance, so

the pas menuet, pas grave, pas covp/i, pirouette, ronde de

long its inseparable companions ; but was still uncon¬

jambe, etc., with their complementary pantomime with

ment of argument is the precise thing of which women

scious that it would displace and destroy the ballet, which

fan and chapeau, are the very ones which the Grande

are most impatient and in which they are most deficient.

for centuries had been the highest artistic expression of
dramatic feeling. Gluck had not yet made war on Ves-

Monarque affected, and which

When women learn that the privilege of an unbridled

Bach, and after him

Mozart, saw flitting before them as they wrote. In
none of these old measures are the feet the all-important

tongue arises from the irresponsibility of a class whose
word stands for nothing, they will have got on far to¬

tris; and Taglioni was still to dance tragedies a century

ward appreciating the dignity of business life.

From

with that potent dramatic quality which, until then,

factors of the motion ; hand, head, and limbs all have
their part in the pantomime. “ The Shepherdess who

that is an easy step of recognizing that the principles of
Christianity lie back of correct parliamentary procedure

had been sought in the pantomime of the dance. Every¬

has Lost her Flock,” also supplied, on this occasion, the

thing that is now expressed by instrumental music-

physical expression of the musical “ pastorale ” ; while

just as they lie back of good social usage in all its

a Spanish dance and the “ French Coquette, with her

Parliamentary law is the working expression of

devotion, love, passion, despair—was danced in Bach’s
time.

that high civilization where bodies having mutual in¬

In the first oratorio, produced in the year 1600, was

forms.

later.

It was Bach himself who was to endow music

terests agree to discuss them calmly and to abide by the

provided a sacred ballet, which would carry feeling to its

decision without mutiny or rancor.

highest point.

It is the only

method by which women could ever have arrived at joint
action with men in public affairs.

The steps of this religions function have

been preserved; they embraced satto con capriole,
the pas to be varied after each verse, sometimes using
the gagliarde, the canario, the corrante; and they ex¬
pressed the helpless and forlorn condition of the body
after it had parted with the pomps and vanities of life,

The history of Miss Adele M. Fielde is, when taken

as was typified by casting away its gold collar and tear¬

in connection with this subject, more than a little sug¬
gestive. While other women have been clamoring for

ing the feathers from its hat. The music of this oratorio
was largely in declamatory style ; but it was preceded

civil rights as a means to establishing equality between

by a madrigal accompanied by instruments.

the sexes, Miss Fielde, cognizant of the infelicities of
female life, even in our high civilization, has sought
within woman herself, rather than in conditions ontside,
the solution of her problems.

The economic independ¬

ence of woman is her remedy, rather than a nominal
equality that must lapse under present conditions, no
matter how vigorously argued.

A woman that is self-

supporting is in a position to exercise the rights of inde¬

We re¬

member the polyphonic character of the madrigal, an
art form of the highest beauty.
The religious dance as a part of worship still lingers
in France and Spain, the Latin races still cling to
their festal processions and folk-dances ; polite society
ammes itself with the mazurka and the watyz ; but few
and rare are the opportunities offered to witness the steps
and gestures that flitted before the mind of the masters

Parasol " (the latter danced by an exquisite little witch
of perhaps seven years), by their grace, naivetd, and
innocent delight, restored these abused pas to theirproper
artistic expression.
This remarkable

exhibition

cboragic numbers, notably the

offered

two elaborate

“ Butterfly,” a scarf

dance originally introduced into America by “The
Black Crook,” at Niblo’s, requiring thirty-two danseoses
and a solo prima donna. It shows the figure of a butter
fly, whose wings are made to palpitate by the pulsating
feet of the danseuse who represents the body of the insect.
The motions of all the corps de ballet in this beautiful
and poetic tableau

are

exquisitely graceful as they

slowly dissolve from one pose to the next. Done by
children with a fervor and delight that bewitched the
gazer, the impression was overwhelming.
closed

with an

danseuses,

The program

elaborate scbne de ballet

known

of thirty

as the “Persian Garden.”

This

beautiful series of poses, pas, and tableaux was glTeIj
with the same faultless perfection and high emotions
quality as its predecessor.

If the pupil is a young girl, she should have two les¬
sons a week. If the teacher allows her to sing any out
of lessons for the first six months, it is safe to say the
teacher can not be trusted.

If the voice is taken beyond

an octave in range during the first twelve or eighteen
months, one may well doubt the wisdom of the teacher.
If for the space of two or three years the child is allowed
to sing in school, in church, in choir, or in choruses, then
it is certain there is error in progress. If the voice is
used to produce loud tones, or if any forceful selections
are attempted, the danger is very great that too much
haste is being made.
Such are a few of the hints
that will enable parents to maintain an oversight of
the voice of the girl from fourteen to seventeen years
of age.
Now, let us suppose there is no teacher accessible
whom one can fully trust: what shall be done ? Most
emphatically, there is but one course to pursue, and that
is not to allow the child to sing at all. The voice can
wait.

If it is of value, it can better afford to wait, even

until half of the journey through the twenties is made,
than to take serious risks.
Of course, there are other views on this question.

The boys make their first attempt at singing in a

allurements of the art prominently in the foreground,

diffident, half-hearted sort of way, while their sisters,
who have never fully remembered the time they could

with the hope that higher motives might be the result.
The pupil whose aim is dilletantism, I should think,

If a

would be treated to many conversational lessons, which

safe rule could be made, it would probably place the

would tend to broaden the sphere rather than to promote

girls’ beginning at fifteen and the boys’ at eighteen ; but

individual attainment; and there would be great modi¬

there are so many people who rejoice in rules, and

fications in these cases, which still further emphasize

imagine they will command success if they follow
them, tbat it is better to impress upon their minds the

Mr. Root’s brief but apt formula, “ It depends.”

utter helplessness of a definite age standard and to throw

vocal music, we are impressed with the fact of its isola-

them upon their own judgment and resource to deter¬
mine the question.

lation from all other branches of study in the matter of

To sum up : let nothing prevent early study, if money

it sets examples which, if followed blindly, would lead

not sing, are quite in the habit and spirit of song.

It

makes no difference which way we turn in the field ol

treatment. It invites plausible rules, only to defy them ;

and a right teacher are available and if the voice is

to sure ruin of the one who pins his faith upon another s

ready. Let nothing induce its attempt, even if the voice

experience. It builds high hopes, only to wreck them. It

and money are ready, unless one is sure of the caution
and reliability of the teacher.

takes what seems to be very common clay, but within
which is concealed some very rare alloy, and lifts it to
a pinnacle.

A REVIEW OF MR. ROOT’S ARTICLE IN THE
JUNE “ETUDE,” ENTITLED “HOW TO
SPEND THE HALF-HOUR.”

It inspires the eager teacher with courage,

which in the succeeding lesson or quarter is rudely
dispelled.

It astonishes him beyond measure to see

growth from what he believed was fallow ground.
I do not devote any time whatsoever to rudimentary

There is a class of cynical, so-called voice experts who

Mr. Root has asked some practical questions with a
view to promote discussion, or more firmly to rivet the

insist that the pupils who are defective place themselves

claim that a valuable voice will defy the indiscretions of
an ignorant master and rise to the level of its possibili¬

attention upon an important matter. Agreeable to his
suggestion, I am going to set the example and give my

it just to the pupil that a high-priced teacher sbou

ties regardless.

The facts

experience, hoping that many teachers will fall in line,
and that we shall get a worthy symposium.

are that many valnable voices would have remained in
obscurity had it not been for the right training at the

While unquestionably there are dishonest or designing
teachers of voice, I can hardly imagine any so reckless of

critical period of study—that is, the first year.

to teach the branch for perhaps less than half what t

are not to forget that “rare voices” are not so rare after

their own good repute as to “wilfully devote threefourths of their time to developing high notes or working

all, for it is the quality of thought and effort that puts
value into a voice.

pupil must pay for vocal instruction.
While I would enjoy to go more deeply into detai ,

for striking effects ” when there is yet need of solid,

and to allude to the work in the more advanced gra e.,

routine, technical work.

I find myself limited as to space, and will add that t

But we are dealing with the question

as it affects the rule and not the exception.

And we

While we fally agree that early study is important if

If there are such, they had

better select another field of effort.

There is, to be sure,

technic, beyond

correcting mistakes, but invariably

with a reliable teacher of sight-singing.

I do not tbia '

spend valuable time teaching rudiments of music w es
it is possible to have the work thoroughly accomplice
by one who has made that a specialty, and who can aflo

whole question can be summed up in these few wo i
Spend the half-hour in a manner that shall promo

it is absolutely safe, we will support the waning courage

a class of teachers that would properly be called itin¬

of many who are obliged to wait by saying that over
fifty per cent, of the successful professionals in this

erant, who travel from pillar to post; whose coming is

progress that is as rapid as is compatible with sa e

heralded wfth much trumpeting, who gather in a class

country did not take up the study of singing until after

Get the best there is in you into touch with the best t e

of pupils with changeable proclivities equally pro¬
nounced, to whom they teach their meager hut highly

they were twenty, and fully ten out of a hundred until
after they were twenty-two or twenty threeyearsof age ;

polished repertory.

and I know of a number of self-supporting artists in

the pupils also, the lonely studio is closed and new fields

This being quickly exhansted, and

is in the pupil, to the glory of the art. Adhere as clo-e
as the majority of pnpils will allow to your
and perfect your system as far and as fast as P0991 ^
A business or profession devoid of system is a mos

The offer ia only in forre during the time the work ia in

have to act quickly, or they will be gone.

pffQ.
V

I.AXrw.jt’s “Might-Reading Album,'' rol. it, ia not
yet ready. We ask a little more patience from onr ad¬
vanced anhacribera. The author haa deemed it neceanary
to makerhangveand alteration* that will drlay the work
some weeks We hope to have the work delivered be¬
fore the next inane.
V*

Wg will aend Thr Error for any of the three anm
mer month* lor only twenty five cent*. Thia offer ia
especially for the benefll of pnpila whoae regular lemon*
are impended during the anmmer. Tbeteatimony from
I hone who hare Irted the plan has been most encouraging.
Pnpila retain in the fall eager for mnair There ia more
time for reading musical journal* tn the aiirnmer than in
the winter. Thee# three month*' anWriherw read every
thing in Hie journal ; they atndy the piecw, play the
dneta with friends, and sing the song*, lie fore cloeing
yoor work for this aeaannaek the more pmrotaing ofyonr
pnpila to try the twenty live-rent offer and note remits

Mb I homahTaupkr'h new work, “ 1’icto res of Great
Compoeera," is now on our special-offer list. The hook
will be out early in the fall. We would advise every
teacher to add thia work to his library. The work is
written for children, and is especially valuable, since
there ia very little musical literature adapted to the
child's mind. It is a work that a teacher can hnnd to a
little pupil to read while waiting for a lesson. It gives
the chief events in the lives of great composers in the
form of s narrative. Only those events that nppeal to
the child have been selected. There are no dates, no
difficult words. Mr. Tapper is an educator first of all.
11$ understands the child's mind, and at the same time
poMMaes a knowledge of the masters of music with lit¬
erary experience, all of which are necowary in writing
snch a hook. Our special price for the book to those
who subscribe in advance is 60 cents. If the book is
charged to those having accounts with us, postage is
extra.

nuunier

Tttgalbnm of " Modern Sonatinas, ’’ hy Manrita |«tfaon. iaon the market, and, from the way the nnaoltciled
testimonials arc coming in, the work meat be eminently
satisfactory
The ntreoat care haa here taken in tb#
selection and editing of the pieces. There tuw been an
avoidance of the usual sonatina# of Kuhlau and lie
menti. In the work there Is plenty of good material of
high order that is Jus* as useful and classic, hot more
pleasing to the average student than are Kuhlan nod
Clement!. Other feature# of the hook deserve mention >
It ia not so difficult a* mart sonatina albums. It can bs
used preparatory in Kuhlan or in connectinc with it.
Inatewd of Cleaaenti, try our “Modern .Sonatina#" They
will interest both pnpil and teacher.
*

THork of onr patrons wbo are active in teaching during
the so turner can have our new sheet russtr isenoi sent

he better then the one which preceded it. No math
what the season of the year may be, our aim is to kef
up the pressure. We .re always „n the lookout f<
ideas and material that will help the music teacher an
music student. We have many people with many idei
to suit, and we endeavor to introduce in every nnmbr
that amount of variety necessary to suit all. In tl
summer month*, when the musician, teacher. «
student doe* not work so hard st the technics! side «
bis training, he should devote a coDsideishle portion ,
spare time to reading, ami we nrge that The Etcd
be given atmhl. thorough, and thoughtful rend in,
Tb.it the efforts of the editor and publisher are anpr.
£2

“* J00™1 - -W-lt it- way

Zw

by the fort that, even at this season,-the dullest of th
year from -bus, ness slaodpo.nt.-TH* Etude keeps o
f""»
“•
of
most flattering lette,
from new rerolero in ail parts of the country, whir

The careful publishing of works of vnluc and onr lib¬
eral system of dealing with the teacher (we plan to hare
every transaction satisfactory, no matter what the root to
ns) seem to have been appreciated, and we are able lo
report one of the largest and most successful years of our
business career. It has been a most active year wilh
us. In addition to the many new features in trod nerd
into onr lmsiness, we have published largely. I’erhape
one of the most important moves was the addition of
the stock of Wm. A. l’oud & Co , which almost doubled
onr own, making it possible to fill orders even more
promptly than heretofore.
We have a number of works in contemplation, which
will be brought out in the early fall ; and when the new
season approaches, we hope that we will not only enroll
among onr patrons for next year those who were with
ns dnring the last, hut those whom our friend* ba»e
recommended to ns dnring the snmmer.
In this connection we can safely say that the large
subscription list which this journal baa at the present
time, not to mention the business, we feel is due entirely
to the efforts of our subscribers in making known to
their friends and pupils the worth of the journal and of
onr works. For this we are thankful, and hope to con
tiuue to show that we are.
If this reaches the eye of any teachers who baee not
dealt with us, we hope they will drop ns a card and let
ub send them onr complete catalogues, which mention
the advantages which we allow to the teachers in tb*
way of promptness, discounts, terms, etc.

We have been favored in the past with qnite consider
able advertising patronage from the mnsic school* and
teacher*. There is no doubt hut that this idvtrlUff
lias netted them returns, for they have continued with
us year afteT year. There is not enough advertising
done by the schools and teachers. We want to stari
fall with a larger advertising patronage from this dart
It wonld be hard to reach each teacher and school *#F*
rately ; so that we hope that any who are interested.
who have a school, will write to ns and get our *p»*
terms for professional advertising. Some of the

